This paper explores the preliminary outcomes of research into the place and role of cultural diversity in primary music classes at five International Schools in Singapore. It highlights the ways in which school philosophy, policy, curriculum and in-service training influence teacher practice. The research provides insights into the challenges teachers face when diversifying their music programmes in addition to the areas of support that allow a programme based on cultural diversity to flourish and remain successful. The results of interviews with music specialists at these schools suggest that music programmes at International Schools in Singapore provide examples of best practice in culturally diverse music education. The success of these programmes is due to several identifiable factors such as strong philosophical and curricula foundations, quality in-service training and the regular involvement of culture bearers and visiting artists.

I n t r o d u c t i o n
Over the past 25 years, music policy makers, theorists and practitioners have begun responding to changes in contemporary populations and musical taste. These cultural and demographic shifts have led to certain music programmes being adapted to better reflect the increased diversity of student bodies. These changes have been triggered in part by the rise in popularity of world musics, increased travel to other continents, developments in the media and more ethnically varied school populations (Walker, 2000; Schippers & Cain, 2010) . (Sweeney, 1991; Campbell, 1992) . In Canada, Britain and Australia, multiculturalism became official social policy, heavily influencing political, cultural, economic and educational arenas. Music teacher conferences began to increasingly feature world music ensembles (Campbell, 1992) and music textbook series followed suit with the inclusion of songs from a wider range of musical cultures (Campbell, 1992) . In turn, some educators began to broaden their philosophical positions by providing a pluralistic range of approaches through which culturally diverse views of music could be acknowledged (Dunbar-Hall, 2000) .
While the inclusion of music from a variety of cultures in the North American school curriculum was initially addressed by the Tanglewood Symposium in 1967, it was not until the mid 1980s that interest in multicultural music programmes (particularly in Western countries) began to gain strength
Examples of the perceived positive outcomes of a global focus in music education include increased cultural awareness and understanding (Loza, 1996; Volk, 1998a) as well as advancement in students' musical enjoyment, self-growth and creativity (Campbell, 1994b; Elliot, 1998) . Such assumptions have been examined by several studies which have identified the positive effects of culturally diverse music education on race relations and on strengthening the general aims of classroom music education (Edwards, 1996; Skyllstad, 1998; Marsh, 2000; Westerlund, 2002) . The importance of developing culturally sensitive music programmes for younger students in order to broaden their cultural awareness can been deemed essential (Kwami, 2002) as 'the primary school years have been shown to be significant in the development of lifelong attitudes to music' (Temmerman, 1997) .
D e fi n i t i o n s
The terminology and philosophical paradigms employed in relation to the cultural and demographic shifts mentioned have evolved significantly. There are two frameworks which are particularly useful in understanding these developments.
In Fig. 1 , Schippers (2010, p. 31) has constructed a continuum outlining some of the possible approaches to culturally diverse music education.
At one end of his continuum lies a monocultural standpoint in which music is viewed from a 'single frame of reference' (Schippers, 2010, p. 31) (Schippers, 2010, p. 60) .
Further along the continuum lies multiculturalism, a somewhat more inclusive approach which has gained increasing recognition in music education over the past 20 years. Dunbar-Hall defines the multicultural ethos as a philosophical stance which 'avows the equality of all cultures ' (2005, p. 34 ' (2010, p. 42 (Boyer-White, 1998) .
Fig. 1 Approaches to cultural diversity
Further along Schipper's continuum lies an intercultural perspective which is described as being concerned with the 'loose contact and exchange between cultures' (Schippers & Cain, 2010, p. 42 (Määttänen & Westerlund, 2001) . This approach places emphasis on the musical processes involved in music making and not just on musical products (Boyce-Tillman, 1997) . Interculturalism is therefore considered a more relevant approach to modern global music education by most modern theorists and practitioners (Kwami, 1996; Määttänen & Westerlund, 2001) ' (O'Flynn, 2005, p. 199 (Schippers & Cain, 2010, p. 130 ' (O'Flynn, 2005, p. 198 (Swanwick, 1994, p. 223) . Jorgensen (2003) The difficulties that teachers encounter in order to present culturally diverse music programmes in an 'accurate, culturally sensitive and non-tokenistic manner' (Marsh, 2000, p. 58) (Campbell, 1994a; Cain, 2005; Schippers & Cain, 2010 (Jorgensen, 2006) .
Cultural values are also transmitted in tertiary music education programmes both overtly and through the hidden curriculum (Norman, 1999 (Volk, 1998b) . Drummond (2005) (Lundquist, 2002, p. 636) . This results in pre-service teachers being deprived of obtaining a comprehensive training which includes the skills and knowledge to devise their own culturally diverse school music programmes (Teicher, 1997; Lundquist, 2002; Drummond, 2005) . Rose (1995) ' (1992, p. 192) . 
observes that music teachers often 'mirror in their practice traditions and methods which they learned or acquired in their own formal music education' (p. 46). If music educators have received little exposure to diverse musics in their school experience and their tertiary training, it is highly likely that they will continue to transmit these cultural preferences to the students they teach. Dunbar Hall believes this factor to be of high importance: 'the teachers we train can influence not only the way music is taught but even more importantly the ways in which it is perceived
Even if beliefs about music education are well-established when a new teacher begins teaching, several factors can strongly influence the ways in which music education programmes are developed. These factors can serve either to support or widen a teacher's personal beliefs. One important influence is a school's core beliefs about the value and place of cultural diversity in general and in the musical education of its students. These beliefs may be affirmed in writing as part of its mission statement and music curriculum documents, or reflected in matters such as staffing and funding. The International Baccalaureate Primary Years Programme (IB PYP) is an example of a programme which focuses on the ethnic diversity in today's classrooms. It was developed by an independent movement of school teachers and administrators in International Schools whose purpose was to 'produce a common international curriculum through which to develop international-mindedness' (IB website
S i n g a p o r e : a h o m e t o d i v e r s e c u l t u r e s
Singapore, a densely populated, island city-state, lies at the end of the Malay Peninsula in South East
Given the unique set of circumstances at the larger International Schools in Singapore, this research seeks to realise what possibilities exist for students at these schools to experience a variety of musics interculturally, and what factors impact the delivery of culturally inclusive programmes. In addition, this research aims to identify examples of best practice; or practice which can be considered exemplary across a number of key indicators.
R e s u l t s o f d a t a c o l l e c t i o n
The interview data revealed that the teaching experiences of the participants in this study contain many similarities. Several important themes were identified.
C u l t u r a l d i v e r s i t y a s a c h a l l e n g e
One of the most significant themes noted was in response to the question 'How feasible is it to implement cultural diversity considering the constraints of everyday life in the classroom?' Nearly all participants indicated that cultural diversity was a prominent feature of their work, and that teaching a variety of musics was not difficult, but was indeed achievable to the point of being inevitable. 'It's just part of what we do. Whether you want to do it or not, it just happens' (Linda). 'The ethos of our school is that students will be taught to think globally in all of their subjects' (Margaret). 'It's not difficult. Our clientele is truly international. It would be a mistake not to respect their heritage' (Leisel). 'It is part of our mission statement/philosophy. We decide the details but the environment is very much supportive of cultural diversity' (Heidi). 'I think it would be next to impossible not to. It's part of the school's ethos, the school's fabric and the expectations of the clients' (Marcella). It is interesting to note that these strikingly positive comments are supported by the guiding philosophies of the schools involved. 'Students are required to: demonstrate an understanding, respect, and appreciation for cultural differences and to act and respond in a responsible and supportive manner to local, regional, and global needs and issues' (school A). 'We achieve world-class academic results while developing well-rounded, internationally minded and culturally sensitive young people' (school B). '[name of school] provides a rich international experience for its families. A multinational student mix means no majority culture or nationality dominates the school' (school E). These data strongly suggest that the guiding philosophies and the prevailing ethos of these International Schools impacts what takes place in the music classroom. It is evident that being part of an institution where diversity is acknowledged and valued influences teacher practice similarly.
R e s o u r c e s a n d s u p p o r t ' (Jennifer) . 'Gamelan, steel pans, angklung, djembes, tabla, ukuleles, Sumatran drums' (Carolina) . 'Money . . . time off classes for training ' (Heidi) .
In response to the questions 'What resources do you have to support teaching a variety of musics?' and 'What support do you receive from your principal, other teachers and parents to teach a variety of musics?' all participants indicated that they received plentiful resources and strong support. 'Oh I think lots of support! We have a variety of different instruments from around the world, as well as recordings and books, films, DVDs, CDs, and many other resources' (Linda). 'They give us money to do it, they give us the physical resources; we have parents who are excited to be a part of it
One of the most frequently cited reasons for teachers not implementing culturally diverse music programmes is the lack of funding and associated support. Teachers at these International Schools indicate that they have more than adequate resources from a number of musical cultures as well as support from administration and parents.
Ty p e s o f m u s i c t a u g h t
Responses to the questions 'Does any one type of music or region of the world receive more attention in your classroom?' and 'Does the ethnic composition of your classes influence the musics you teach?' revealed many similarities in the types of musics taught at these schools. 'I would say probably Western music in general, the second one would probably be Asian music just because of the region we're in, and African music takes a pretty big hit as well' (Linda). 'Probably Western music, but also South East Asian due to our locality' (Carolina). 'World music as a whole is important but mainstream European is still very much the focus' (Heidi). 'I would say Western music followed by South East Asian musics and African musics. We try to explore several different musics each year and that means lots of research and training' (Marcella).
It is evident from conversations with the participants that Western musical genres were the most frequently taught, followed by Asian musics and African musics. Students are therefore exposed to musics of their home countries, those of their local community and some from further afield.
M e a n s o f g a i n i n g k n o w l e d g e a n d s k i l l s
Results of the interviews showed that music teachers in International Schools use a variety of means of gaining knowledge about different musics in order to teach them to their students. In response to the question 'How do you go about (or might you go about) obtaining the necessary information, training and resources in order to teach a variety of musics?' it was observed that the teachers seek information and skills in many different ways. 'We hire people to come to us and we look on the internet for resources' (Jennifer). 'I spend a lot of time watching traditional musicians that are often performing around our city. I also utilise the expertise of school members as I discover their musical abilities' (Margaret). 'I look to conferences' (Carolina). 'I ask or observe colleagues, turn to other teachers or parents who may have the knowledge. We are lucky that Singapore is a kind of stopping off point for a lot of musicians on tour and we make use of this' (Marcella).
Teachers in these schools make a point of searching for available resources on the music they teach. This includes sourcing local musicians and culture bearers so that they can experience the music making first hand. While this certainly takes effort and time on the part of the music teacher, sourcing musicians at school and in the community appears to be a beneficial means of acquiring new information and skills.
A u t h e n t i c i t y
In response to the question 'How important are issues of authenticity to you? Do you feel comfortable about making an attempt to approximate musics even though you may not have the original instruments to use or lack specific practical knowledge?' participants indicated that while a degree of accuracy was expected when exploring diverse musics, matters of authenticity were not a major concern. Only one teacher regularly thought deeply on this issue and wrestled with issues of authenticity. 'I would rather have the child experience the musical style than to not deliver that information because I didn't have the 'right' instruments to make it happen' (Margaret). 'Exposure to world music is our aim. We don't present ourselves as experts' (Heidi). 'If I have what I feel is a decent grasp on a music I will attempt it with my students. This would mean that if a musician from that culture was watching me teach they would feel I was making a good attempt and wasn't doing the music an injustice' (Marcella). 'I'm actually really torn about that. I've done both (loose and close approximations), but if part of what you're sharing will be offensive or if you're ignoring the resources of the area that you are in, then I think that that's a mistake' (Linda).
This data indicates that while teachers are aware of certain cultural expectations in transmission and performance they are also aware that musics change and evolve when practiced in different contexts. Being realistic about time constraints, the age of the students they teach and their own skills and knowledge, most teachers felt comfortable to approximate musics while maintaining a degree of accuracy.
Te a c h e r t r a i n i n g
While some teachers did experience education in cultural diversity as part of their teacher training, in response to the question 'Do you think your pre-service education adequately prepared you for life in the music classroom?' all agreed that their training was inadequate for their current positions. 'No. It's been the people I've met, the resources I've had, the people I've worked with that has made the difference' (Linda). 'I learned absolutely nothing that helped me as I began to teach. I learned from my mistakes. Cultural diversity was not addressed at all' (Margaret). 'Absolutely not. I did some study (of diverse musics) as I went to [a university in England] but it was the strength of the lecturer at that time' (Carolina). 'My teacher training was not adequate . . . I did study gamelan and African music with regard to teaching. Now there's much more emphasis on world music.' (Heidi). 'Not at all. My teacher training was a thin base from which to work. I only discovered that there was more to 'music' when I came to this school' (Marcella).
While all teachers agreed that their pre-service training did very little to assist them with developing and maintaining a programme based on diversity, they have all made use of the resources and support provided by the school in order to acquire enough knowledge and skills to present a variety of musical cultures in their lessons.
Pe r s o n a l t h o u g h t s o n c u l t u r a l d i v e r s i t y i n m u s i c l e s s o n s
From the results of formal interview sessions and informal conversation, it became evident that the participants had definite views on why they teach the way they do. None 'I am somewhere around multicultural, although I know that sometimes I rely on my greatest knowledge base, which is Western music ' (Margaret) . 'Somewhere between multicultural and intercultural' (Carolina) . 'Multicultural. We have a huge mix of nationalities and try to be as culturally diverse as possible ' (Heidi) . 'Closer to intercultural, because I think we successfully incorporate cultural diversity, but don't think we do any injustices to the cultures we study ' (Marcella) .
The data suggest that a multicultural outlook is most common. In informal conversation several teachers indicated that they are working toward acknowledging the dynamic exchange and even fusion between some musics but that interculturalism was a somewhat elusive goal. Schippers' continuum (see Fig. 1 
D i s c u s s i o n
Comments in both formal
